To stand on the yellow marble disc and look up into the vault of the church ot'SantMgnazio, Rome, is to experience an extension of the architectural space of the nave into the heavens (Fig. !. PI. 7 ). Designed and executed by Andrea Pozzo , the fresco is one of the finest examples of Baroque qiuidraltira.^Pozzo set his work apart from that of many other Baroque fresco painters by anchoring it to his use of architecture, both real and fictive. In the Sant'Ignazio fresco, Pozzo used fictive architecture to create a setting for the groups of swirling figures that depict the glorification of St. Ignatius and the missionary work of the .lesuit order.-Pozzo, in effect,
constructed -visually if not literally -a new architecture for the church. Ultimately, this scenographic treatment of architecture through perspective produces a sense of transcendence and connection to the divine that is reminiscent of more theatrical settings. Pozzo's focus on this dramatic use of architectural perspective can be seen in both an early drawing for the design of the vault fresco and his treatise on perspective, Perspectiva pictorum et architectorum.
The precise date at which Pozzo began to work on the vault at Sant'Ignazio is a point of contention among scholars, but a recorded visit by Pope Innocent XII in July 1694 marked its completion and opening to the public' The vault was not Pozzo's first project combining architecture and perspective. Prior to arriving in Rome in 1680, he had already finished projects in Turin and Mondovi. and once in Rome he had completed the Camere di S. Ignazio (begun in 1682) as well as numerous festival decorations for the Quarante Ore. In each case, he used his unique combination of architecture and perspective to create spatial illusion."" However, it was the 1685 the completion and wide public approval of the fictive cupola of Sant'Ignazio that prompted the .lesuits to consider decorating the vault of the church (Fig. 2 ). Pozzo's fictive cupola consisted of a flat canvas, painted with a perspectival rendering of the interior of a dome, which was stretched to cover the opening at the crossing of the church. This gave a sense of completion to what otherwise was nothing more than a gaping hole." Interestingly, Pozzo, in an engraving of the longitudinal section of the church published in his Perspectiva pivloniin ei archileclnnim depicted the cupola not as if were fictive but as if it had actually been constructed ( Fig. 3 ). In this engraving of the section of the church, Pozzo also shows the decoration of the church as it stood prior to his work on the vault. The church must have appeared somewhat unfinished to him. The canvas dome was in place, and Pozzo had painted the pendentives just below it. But the nave was essentially bare; the white vault's decorative scheme was restricted to double bands of stucco work between the windows. Pozzo criticized such simple decoration as being no better than what one might find in a kitchen, and so removed it to accommodate his design. He preserved the bands only partially at the level of the windows, where he stuccoed the space between them and smoothed them into the curve of the vault." By incorporating similar bands into the trompe I'oeil corbels supporting the paired columns above, Pozzo took full advantage of the surface that remained from the previous decorative scheme as well as from the curve of the vault. This enhanced his design, skillfully masking the transition between the actual architecture and the fictive one. Pozzo relied on this transitional zone -where fictive and real architecture interlock-to draw the viewer further into the spatial illusion and. therefore, strengthen the perspectival effects. The viewer recognizes that the windows are real and that between them lies a complexity of surface and shadow that curves upwards. Yet the attempt to reconcile the interplay between, on the one hand, the presence of windows and shadowed surfaces, and, on the other, the architectural illusion rising above them, is rendered impossible.
One can only conclude that the entire construction is. as it were, real.
Engravings recording the design of the vault of Sant'lgnazio are the culminating sequence in the Perspccliva piclorum el archilectonini. The project was underway at the time of its writing, and the treatise was published in part to help raise money for the completion of the vault.* This explains why the drawings of the project, which appear at the very end of the book in engraved form, do not include an image of the final design. It was the second edition, published in 1702, which contained a foldout engraving illustrating both the architecture and the figures.''
The majority of Pozzo's treatise is devoted to what he calls "vertical" perspective -the more common type -in which the picture plane is parallel to a vertical surface. Pozzo's explanation is followed up by the presentation of several designs for festival decorations. By way of conclusion, Pozzo turns to "horizontal" perspective, which he recommends for ceilings or vaults. He insists that "horizontal" perspective is actually much easier to construct; he notes, for example, that a circle in plan such as a column remains a circle and does not "lose its form," once projected, by becoming an ellipse as it would in vertical perspective.'" In his description of each system, Pozzo begins first by presenting simple architectural elements (such as columns, capitals, cornices etc.), then by combining them in increasingly complex compositions. The lessons of the treatise concern not only the perspectival rendition of these elements, but also their proper combination in the different Orders so as to create appropriate architectural settings.
In the first edition of the treatise, Pozzo shows the design for the vault of Sant'lgnazio in plan and elevation before presenting the final layout in two engravings that divide the whole into separate quadrants, each rendered in perspective with full shadows. When duplicated, mirrored, and assembled together, these quadrants offer a full picture of the Active architecture ( Fig. 4) . The paired columns rest on corbels, and are aligned with the paired pilasters of the nave below. Arches rise at both levels between the columns, and an attic storey crowns the composition. Two larger arches at either end break through this attic level and reinforce the longitudinal axis of the church. The composition is loosely based on, but does not duplicate, the architectural elements of the church, establishing a clear relationship between the real architecture of the nave and the Active architecture of the vault.
One of Pozzo's earlier schemes for the vault is much more complex by comparison, and would have stood in stark contrast to the simple and strong character of the nave, where the richness comes from materials rather than a complex disposition of multiple elements (Fig. 5, PI. 8 )." The similarities and differences between the earlier and the final schemes are more evident when they are compared in elevation and plan (Figs. 6, 7) .'-The earlier drawing, like the engraving of the design in the first edition of the treatise, focuses on the fictive architecture and incorporates neither the figural narrative nor the context provided by the real architecture of the church.
Both the earlier and final schemes for the vault adopt the three bay system of the nave and are composed of similar architectural arrangements of columns, arches, and corbels. These architectural compositions are divided into three horizontal levels: the windows, the columns, and the attic. The result of the simplification of the final design, however, is that the fictive architecture appears as a natural extension of the nave, following its character and clarity. The architecture of the preliminary drawing is more baroque and sculptural by comparison, and would likely have overwhelmed the figural narrative of the overall work as well as undercut any continuity with «1 -1 -It the nave. There are other discrepancies between the drawing and the architecture of the church. For example, the drawing emphasizes the center windows by matcing them larger than those to either side, which become compressed as a result. One of the main problems with this more centralized composition is that neither the center windows nor the center bays of the nave are dimensionally larger in actuality. This contradiction is curious, since Pozzo repeatedly insisted in his treatise on the accurate drawing of existing architecture." One possible explanation is that Pozzo may have made the drawing prior to taking any measurements of the church, and so was simply preparing an initial idea. The centralization postulated by the drawing was certainly intentional, however, and is reinforced by the large bay with great arches that break the attic line and relate to those at either end. The receding duplication of these arches further accentuates the strong cross axis as well as spreads the visual space laterally.
Pozzo used his knowledge of perspectival techniques in both the preliminary and final designs so as to manipulate and enhance the movement of the eye toward the center of the image. He intentionally pushed the corbels forward between the windows, accentuating the effect of increasing spatial depth by providing an immediate and clear foreground as contrast to the receding space beyond. This effect would have been further enhanced by the actual curve of the vault. In addition to such architectural manipulations, Pozzo used color, shadow, movement, and line to reinforce multiple layers of architectural space. '* He was not only dilferentiating the space of the viewer from that of the fictive architecture, but was establishing within the Active architecture itself a distinct foreground, middleground, and background with which to enhance the sense of depth and realism.
The preliminary drawing indicates the addition of a balustrade at the window level of the nave, which as one scholar suggests, was perhaps a proposal for a suspended walkway left unbuilt due to potential structural problems.'* While the ledge created by the cornice moulding just above the nave columns is quite deep, the drawing shows the placement of this balustrade at window level where the existing moulding is actually quite narrow (see Fig. 2 ). Pozzo may have initially intended for the balustrade to function as a screen to this area, as it was a difficult transition point in visual terms (particularly around the windows where the surfaces are more complex). If the balustrade had actually been installed there, however, it would have created a markedly perceptible separation between the real and fictive elements of Pozzo's scheme, and would therefore have negated the sense of horizontal continuity.
Pozzo's fresco at SantTgnazio is primarily a reflection of his interest and concern for architecture. In his treatise and drawings, Pozzo consistently focused on the architectural composition as the primary element of the work.'" Pozzo saw the design process oi quadrat ura as inseparable from the design of architecture (i.e. the construction of architectural elements and their depiction in plan, elevation, and section). As Pozzo explained, the preliminary design and layout in two dimensions "is no less necessary for the painting of a Design in Perspective, than it is for raising a structure with solid materials."'" Fictive architecture is real for Pozzo, in the sense that it creates space -a visual illusion that is nonetheless experiential. Of course, Pozzo Some scholars have seen Pozzo's work as focused on the illusion of perspective, and architecture as subservient to that representational emphasis. John Pinto has noted that. ''Architecture, for Pozzo. is ultimately a system of representations, an intellectual and optical abstraction rather than an arrangement of concrete forms."''' Yet one can also propose that for Pozzo, architecture in all its aspects is at the core of perspective. His directions to the reader in his treatise state this clearly: 'The Perspective of Structures here treated of, can have no Grace or Proportion, without the Help of Architecture. Tis therefore absolutely necessary, that you employ yourself for some time in Drawing, and the Study of that Art ..."-^" The artist must be familiar with architecture in order to take full advantage of the power of perspective, which creates both the illusion and experience of space. Pozzo used the techniques of pespectival representation to redefine architecture's potential, and to blur the line between the fictive and the real. Perspective did not. to his mind, order and render comprehensible the world as the Renaissance understood it. Rather, perspective extended beyond that world, and mediated the barriers between the physical and the divine.
